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been a genuine trend among native designers dur-
ing recent years.
Depoliticisation and institutional connivance; 
equidistance with respect to antagonism and pair-
ing with different inward or outward efforts, as they 
used to say back in the 1980s, to promote “change”–
a discursive line that describes the origins of con-
temporary Catalan design and has prevailed to this 
day essentially unchanged. 
Or put another way, the two fundamental 
axioms of our design are, firstly, that it has to be 
strictly Barcelonese and secondly, that it needs to 
take off in tandem with democracy, perhaps feed-
ing democracy’s iconographic needs and marketing 
fantasies.
Around the 1980s, the canonical account of the 
history of Catalan design evidently screened out a 
whole set of practices developed outside of the peri-
od’s archetypes, which combined with the way that 
the narratives interpreted the conceptual experi-
ences of the 1970s, incomprehensibly neglected the 
productive fields of design and architecture, equally 
affected by the influx of new languages and process-
related nomenclatures. 
The historiographic account that tells of the concep-
tual practices of the 1970s in Catalonia has insis-
tently focused on the field of art, relegating other 
types of productive experiences, such as design and 
architecture, to subservient and even eccentric posi-
tions. 
If we take a look at the context of that period, 
however, we can easily see how the birth of con-
ceptual languages took place – or had been taking 
place – in a more or less simultaneous and uneven 
fashion across several disciplines, each of which de-
veloped the conceptual principles toward their own 
particular work methodologies, “translating” them 
into different aesthetic paradigms, albeit with cer-
tain common roots. 
As such, while art of the 1970s in Catalonia, or at 
least those artistic experiences grouped around de-
materialisation, shaped their historical and museo-
graphical narratives by emphasizing the “value” of 
all things related to politics–deep down more of an 
interpretative coordinate than a statute of its own–, 
the foundational myth of our design lacks its own 
ideological genealogies, something that comes a 
surprise considering that “social concerns” have 
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tion applying to all of them and prevailing over for-
mal, perceptive or plainly experimental parameters.
It should be noted that the movements that took 
place in the 1970s and 1980s, as well as the different 
modes of communicational guerrilla typical of the 
1970s, provided the narratives of Catalan conceptu-
alism with formats with which they could identify. 
At the same time, the dismal visibility acquired by 
an already dying Franco dictatorship in Catalonia 
eventually encompassed, within the same confron-
tational scenario, aesthetic and ideological vindica-
tions that had nothing in common. 
Regarding this last issue, that is, the need for a 
broad political and historical framework to con-
textualise native conceptualism, taking care not 
to let it be subsumed by the confrontational atmo-
sphere prevailing at the end of the dictatorship, it 
would serve us well to trace our steps back to the 
early 1960s, when the first migratory movements 
from Spain to Catalonia began. This time frame is 
far from gratuitous: suffice it to watch the films of 
Carles Barba, Llorenç Soler, Jacint Esteva or Antoni 
Lucchetti, among others, to corroborate that the 
Catalan scenario was since then under the influence 
of a number of pressing and less explicit social ten-
sions than the mythicised anti-Franco fight. 
On the other hand, parallel to the consolidation 
of the workers’ movement associated with rising 
industrialisation, different forms of interpellation–
such as institutional critique, artistic action in con-
flicting urban contexts or deployment of assemblies, 
among many others–appeared, which, seen in per-
The result of this double paradox is a historio-
graphical gap that seems hard to challenge without 
in some way subverting a certain universe of already 
hegemonic genealogies that illustrate the creative 
scene in Catalonia during the time period between 
the end of Franco’s dictatorship and the third con-
secutive absolute majority of Convergència i Unió 
(Convergence and Union). 
Inserted into broader research1, this essay at-
tempts to provide a sampling of meaningful experi-
ences, a brief identification of examples, that explore 
the direction in which design and architecture were 
headed forty years ago and their place with respect 
to the so-called conceptual language.
First challenge: Chronologies
The chronology of these dematerialised and concep-
tual experiences link them to cycles of general social 
protest triggered during the onset of military dic-
tatorship decomposition in Spain. This placement, 
perhaps too one-sided, has excessively connoted the 
interpretation of such practices, conferring diagno-
ses and even methods of action distinctive of the so-
called anti-Franco fight. 
It is evident that the climate of political protest 
and vindication motivated by the lack of freedom 
were not only a backdrop but also a “topic” for those 
operating from a diverse spectrum of aesthetic ter-
ritories. In a global review of the projects considered 
essential to the genealogy of conceptualism, how-
ever, we would have a hard time finding a unique 
ideological agenda and even a uniform politicisa-
1	 This	paper	outlines	certain	ideas	explored	in	the	research	
project	“Confluencias entre arte, diseño y arquitectura 
en Catalonia (1960-1979)”,	doctoral	dissertation	by	
Valentín	Roma	for	the	Department	of	Communication	and	
Design	of	the	Universitat	Pompeu	Fabra	of	Barcelona.	
This	work	started	in	2003,	within	the	framework	of	
Desacuerdos	(MACBA	[Museu	d’Art	Contemporani	de	
Barcelona	–	Contemporary	Art	Museum	of	Barcelona],	
Arteleku-Provincial	Council	of	Gipuzkoa	and	Universidad	
Internacional	de	Andalucía-UNIA	arte	y	pensamiento	
[International	University	of	Andalucia-UNIA	art	and	
thought]),	with	the	title	“Diseño en Cataluña, años 60/70: 
líneas de exploración en la comunicación visual”	(see	
publication	entitled:	“Desacuerdos: sobre arte, políticas y 
esfera pública en el Estado español”.	Arteleku-Provincial	
Council	of	Gipuzkoa:	Centro	José	Guerrero,	Diputación	
de	Granada:	Museu	d’Art	Contemporani	de	Barcelona,	
2004,	p.	112),	and	was	continued	in	2007	as	part	of	the	
project	Vivid Radical Memory,	coordinated	by	Antoni	
Mercader	and	organized	by	the	Universitat	de	Barcelona	
in	collaboration	with	the	Württembergischer	Kunstverein	
of	Stuttgart	and	C3	-	Center	for	Culture	&	Communication	
of	Budapest.	It	was	also	partially	materialised	into	exhibit	
format	within	Subversive Practices. Art under Conditions 
of Political Repression. 60s-80s/South America/Europe	
(2009),	an	exhibit	co-curated	by	Daniel	G.	Andújar	
and	conceived	by	Iris	Dressler	y	Hans	D.	Christ	for	the	
Württembergischer	Kunstverein	of	Stuttgart.	At	present,	
it	is	a	line	of	research	sponsored	by	the	Centre	for	Studies	
and	Documentation	of	the	MACBA.
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from both the associative and pedagogical points 
of view. Moreover, in the mid-1960s, the Col·legi 
d’Arquitectes de Barcelona (School of Architects 
of Barcelona) launched a series of exhibits, such as 
Última promoción (1966), among others, that were 
important for post-conceptualism development, as 
well as several art shows on international designers 
and architects that at that time were shaping ways to 
break with traditional paradigms. 
In short, what I am trying to underscore with 
these asymmetric examples is the existence of a 
“scenario” that was heavily influenced by ideological 
concerns, whose initiatives were trying to rebuild, 
consolidate or simply make reference to a fabric 
whose disintegration began long before the action 
cycles of the anti-Franco struggles. 
Second challenge: Conceptual languages 
Among the many imaginary scenarios associated 
with conceptualism, one of the most common is the 
one that defines it as an exclusively artistic language, 
even though we can hardly assert that artists were 
the only ones who shaped a set of collective con-
cerns, with all other creative fields subordinately 
joining in later. 
Object dematerialisation, the questioning of the 
individual role of the artist, antagonistic practices 
and policies, document-based methodologies or or-
ganisation based on work cells including members 
from different disciplines, were not the exclusive do-
main of the arts; much to the contrary, I would say 
that both design and architecture had already used 
these procedures before, perhaps as a result of their 
spective, were likely seeds for conceptual vocabular-
ies and work methods. 
It is within this chronological and argumenta-
tive frame that certain creative and social projects 
of the period take on a different dimension, projects 
that should include the School of Barcelona, whose 
architectural postulates retrieved certain aspects 
of the well-known text by Oriol Bohigas, Elogio 
de la barraca (1957); the controversial city-factory 
model of “Viviendas SEAT”, created in 1955, with 
its expansion being completed in 1971; as well as 
the emergence of institutions such as the ADI-FAD 
(Agrupación de Diseño Industrial en el Fomento de 
las Artes Decorativas – Industrial Design Group 
at the Institute for the Promotion of Decorative 
Arts) in 1960 and the Elisava and Eina Schools in 
1961 and 1966, respectively, which began to under-
stand design from a different perspective, that is, 
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cación XXI (1973), whose exceptional graphic covers 
provided the published authors–many of them true 
classics of Marxist thought and the theory of com-
munication–with a unique and recognisable image. 
We would further need to add, for example, the 
experimental activity of Studio PER, created in 1964 
by Óscar Tusquets, Lluis Clotet, Pep Bonet and Cris-
tian Cirici, who along with Gonzalo Herralde and 
Xavier Sust, made the collective short film Mi terra-
za (1974), which anticipates later critical reflections 
on public space. 
Third challenge: Spaces for the visibility 
of conceptualism
As mentioned earlier, the exhibit hall of the Col·legi 
d’Arquitectes de Barcelona had regularly scheduled 
exhibits that included shows such as Homenaje a 
Alberti (1970), GATEPAC (1971), Muebles de G.T. Ri-
etveld (1971), Grafismo publicitario 1970-1940 (1972) 
and La recuperación de J. Hoffmann (1975), all of 
them designed by Santiago Roqueta, a key figure to 
whom I shall later refer. 
Certainly, in the Barcelona of the 1970s, there 
was a map of locations, a map of disciplinary com-
plicities and exchanges, through which a wide range 
of experimental proposals came and went. Further-
more, because of the precariousness of infrastruc-
tures, the lack of media and the absence of freedom 
of expression, exhibit formats developed during this 
period took on extremely diverse physiognomies. 
Therefore, workshops, multidisciplinary exhib-
its, gatherings, assemblies or informative exchanges 
were not only the work methodologies that charac-
terised this period, but also a reflection of the con-
forms of professional activity and, particularly, cer-
tain contextual conditions prevailing in Catalonia 
at the time. 
To some extent, one might possibly theorise that, 
at least in Barcelona of the late 1970s, conceptual 
languages provided several disciplines that were 
eager to break patterns with work nomenclatures 
and political interfaces, thus forming a common 
vocabulary–also somewhat of a trend–used indis-
tinctly by artists, architects, designers, playwrights, 
musicians, etc. 
In this sense, it would seem fit to recall three 
specific cases that illustrate the above reasoning. 
The first is the Taller de Arquitectura, a group 
formed in 1963 by Ricardo Bofill, José Agustín 
Goytisolo, Daniel Argimon, Joan Ponç, Manuel 
Núñez Yanowsky, Peter Hodgkinson, Salvador 
Clotas, Ramón Collado, Serena Vergano and Anna 
Bofill, among others, whose architectural projects–
Walden 7, for example–followed easily identifiable 
work structures with experiences drawn from the 
world of art, such as Grup de Treball, and even de-
veloped interesting work outside the field of archi-
tecture, from films Esquizo (1970) to socio-aesthetic 
manifestos Hacia una formalización de la ciudad en 
el espacio (1968) and “Manifiesto del diablo sobre ar-
quitectura y urbanismo” 2, and literary experiences, 
as indicated by the book of poems Taller de Arqui-
tectura (1975) by José Agustín Goytisolo. 
The second example is the Grupo Gran de Grà-
cia, which in 1972 brought together a number of 
graphic designers, including Jordi Pablo, Carles 
Camps, Xavier Franquesa, Salvador Saura and Santi 
Pau, but also collaborated with video-artists Fran-
cesc Torres and Carles Ameller. This group actively 
participated in the Encuentros de Pamplona in 1972, 
showing their work alongside various experimental 
creators of the time.
A final noteworthy example is the work done 
in the field of editorial design by Alberto Corazón 
in Ariel (1967), Comunicación (1969) and Comuni-
2	 Revista de Occidente.	Madrid,	November	1975.
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i Alberto	Corazón,	covers	for	Ariel	Publishers,	1968–1974
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ditions of a circuit that was in some way alternative, 
guarded and also consumed by a large part of the 
creative agents of that time.
This is where we would find the Sala Vinçon, a 
paradigmatic space with respect to the issues raised 
throughout this text and an authentic meeting point 
that, between 1973 and 1983, took in the projects of 
artists whose practice could be ascribed to the field 
of conceptualism (the work sessions of Jordi Benito 
and Manel Rovira, the projects of Wolf Vostell and 
Isidoro Valcárcel Medina, the workshop of Munta-
das and Bill Creston, among others), and, at the 
same time, other relevant exhibits in the fields of 
design (Pérez Sánchez, J.J. Bigas Luna or Alessandro 
Mendini), architecture (Juan Navarro Baldeweg) 
and painting (Francesc Artigau, Equipo Realidad or 
La hermandad pictórica aragonesa).
Apart from these two exhibit halls, we could 
include other places such as the Instituto Alemán 
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(German Institute), the headquarters of the FAD 
(Foment de les Arts i del Disseny – Institute for the 
Promotion of Arts and Design), the Llotja del Tint 
of Banyoles, the Universidad de Verano (Summer 
University) of Prada de Conflent and the UAB (Uni-
versitat Autònoma de Barcelona – Autonomous Uni-
versity of Barcelona) in Bellaterra.
Also of special mention are the Snark Bazaar 
shops/workshops/studios (1969) of Santiago Roque-
ta; Snark Design (1975), also of Roqueta with Ricard 
Aleu and Gabriel Mora; as well as Riart BD by Car-
les Riart, where design clearly met with conceptual 
experiences, as happened in Riart’s project Serie de 
muebles componibles para ser montados rápidam-
ente por usted mismo (1974). 
This is a brief mapping of relevant places, to 
which we could surely add others, such as Cub, Mo-
bles 114, Gris, etc. In any case, it is clear to see that, 
together with obvious infrastructural deficiencies, 
t Enric	Satué.	Snark	Bazaar's	Flyer,	1969	(160	x	302	mm).
Inside	the	store-studio	Snark	Bazaar.	(Private	Collection	Pilar	Cós)
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cern to found an educational space dedicated to the 
study of art and design in Catalonia. 
It should be noted that in 1957 and 1960, respec-
tively, two institutions had emerged: the IDIB (In-
stituto de Diseño Industrial de Barcelona – Institute 
of Industrial Design of Barcelona) and the ADI/FAD 
(Agrupación de Diseño Industrial en el Fomento de 
las Artes Decorativas – Industrial Design Group at 
the Institute for the Promotion of Decorative Arts), 
which offered favourable conditions for other types 
of organisations dedicated not so much to the sec-
toral review of the discipline of design, but to its 
pedagogy. 
Thus, as a part of the CICF (Centro de Influencia 
Católica Femenina – Centre for Female Catholic In-
fluence), the Elisava School was created in 1961, tak-
ing its name from a motto embroidered on a 12th-
century banner of Saint Ot that was signed for the 
first time by a woman, which read: “Elisava me fecit”. 
Gradually decanted to the budgets of the School 
of Ulm, Elisava was the first pedagogical project de-
voted to design in Spain. During its extensive ca-
reer,3 the Elisava School specialised in what might 
be termed the culture of design, i.e. a comprehen-
sive review of the project concept and its production 
aspect, but also revolving around the methodologi-
cal tools and conceptual fields deployed from the 
field of design itself.
In 1967, due to ideological differences with the 
direction in which the CICF was headed, a number 
of Elisava School faculty members left the CICF and 
founded the Eina School that, at its inception, ex-
pressed significant adherence to the Theory of Form, 
a clear legacy of the Bauhaus4.
As a differential element, Eina offered a faculty 
made up of professionals from areas outside the 
world of design (theatre, photography, music, film, 
linguistics, architecture, etc.) and, in a certain way 
also presented a teaching model based on interdis-
ciplinary interpretation, with a unique prominent 
role played by the new aesthetic languages of the 
moment.
there was a delimited networking of production and 
exhibit spaces using certain management models 
that simultaneously served as consumption, or bet-
ter said, self-consumption formats, which not only 
existed in the urban enclave of Barcelona – which 
was, on the other hand, a small city with inevitable 
synergies –, but that also radiated toward an anom-
alous and scattered geography across Catalonia–
Sabadell, Prada de Conflent, Banyoles, La Roca del 
Vallès, Canet de Mar, Granollers, Vespella de Gaià, 
Cadaqués, etc. 
Fourth challenge: Reflective and 
pedagogical frameworks
The historiographies of both conceptual art and 
design have ignored the existence of a set of books, 
texts, accounts, etc., that, from peripheral disci-
plines, cast a certain reflexive intentionality or at 
least intended to introduce authors and debates 
originating in the international sphere. As such, 
from the articles written by Manuel Vázquez Mon-
talbán under the pseudonym of Jack el Decorador 
(Jack the Decorator) in the magazine Hogares mod-
ernos (1969-1971), to the publications of Gràfiques 
Casamajó; from the foundational texts of Alexandre 
Cirici and Joan Perucho to the editorials by Gus-
tavo Gili through the collection GG Diseño, directed 
by Yves Zimmerman, we can observe a line of dis-
course that was sometimes rather populist and other 
times simply mimetic with respect to foreignness, 
where conceptual “jargon” crossed the borders of 
journalism, art, philosophy and essays. 
Within this ref lexive framework, and intend-
ing to amplify and validate it, is where one might 
place the emergence of the Elisava and Eina Schools, 
whose contextualisation compels us to go back to 
the mid-1950s, that is, to the birth of a growing con-
3	 Pericot,	J.	Temes de Disseny. The culture of design, step by 
step. The Elisava school’s is 35 years old.	No.	13	(1996).
4	 Eina,	Escola	de	Disseny	i	Art.	Eina, Escola de Disseny i Art	
[online].	Barcelona:	Eina,	Escola	de	Disseny	i	Art.	Historial	
d’activitats.	[Consultation:	July	28,	2011].	Available	at:	
http://www.eina.edu/arxius/docs_2/crauq4o1.pdf
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(Hogares Modernos,	Madrid-Barcelona,	No.	36,	1969)
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National Art Centre Museum]) and the recent open-
ing by the MACBA of a line of research on architec-
ture and design in Catalonia. 
However, a good part of these interesting rein-
terpretations have been confined to exhibit halls, 
through projects with which they attempted to ap-
proach museums with concerns developed in their 
peripheries or antipodes. We still need to deter-
mine whether or not exhibits and exhibit formats 
are suitable for providing complex and articulated 
interpretations or if, on the contrary, we are facing 
a new prospection that art institutions are making 
in certain parallel territories, as has been happening 
in films, music, theatre, etc.
In the near future, Barcelona will have a new 
museum exhibit hall infrastructure especially dedi-
cated to design, the DHUB (Design Hub Barcelona), 
which in addition to grouping museums and scat-
Concluding: Some (modest) proposals
Albeit briefly, these four “challenges” give shape to 
several issues through which we may reinterpret the 
stories that narrate conceptual practices in Catalo-
nia, as well as their contact with and contamination 
by different professional areas. 
During the past few years, a number of research-
ers, curators and scholars have carried out the im-
portant task of critically fine-tuning and rescuing 
it under parameters other than those relating to 
simple archaeological mythification. I am recalling, 
for example, the statements made in relation to grup 
Tint-2 commissioned by historians Narcís Selles and 
Jordi Font, the showing of the works of Pere Porta-
bella by Marcelo Expósito, the exhaustive review of 
the action and activism practices of Ocaña carried 
out by Pedro G. Romero, the conceptualism review 
project entitled Subversive Practices at the Kunstv-
erein in Stuttgart or the great historiographical re-
capitulation in Desacuerdos (MACBA, Centro José 
Guerrero de Granada, Arteleku and UNIA arte y 
pensamiento), not to mention the editorial volume 
dedicated to Santiago Roqueta, compiled by Jorge 
Blasco and Pilar Cós, the exhibit on the Encuentros 
de Pamplona of José Díaz Cuyás (MNCARS [Museo 
Nacional Centro de Arte Reina Sofía – Queen Sofia 
i Narcís	Selles,	Jordi	Font	Agulló.	Grup TINT-2.	
Catalogue	exposition,	Banyoles,	2004
i Poster	“El	kitsch	domèstic:	Un	pis	de	la	provincia de 
Gerona”,	Banyoles,	1974
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ñán, Daniel Gil, etc., for example, who were under-
valued in our context).
We need to seek channels for exhibit and analy-
sis other than exhibiting displays or festivals, since 
these hinder critical interpellation, rarely exceed 
the laudatory tone and leave behind few historical 
sediments beyond specific resonance in the media. 
Institutions dedicated to design (schools, repre-
sentative bodies such as the FAD, monographic mu-
seums, etc.) need to compile their respective mem-
oirs and open them up to research, offering study 
programs for potential users. 
Educational entities need not to banish the 
historical analysis of design in its different pro-
grammes, cornering it into simplistic and anachro-
nistic accounts that any student can download while 
surfing the Internet. 
The people that have been involved throughout 
these past 40 years of modern design in Catalonia 
need to contribute their testimony and talk about 
the part they have played in it, as well as their views 
on how this sector has developed across time, be-
cause the fact that, as yet, there is no “testimonial” 
background, so to speak, that is open to the public 
or posted on some website that collects all of this 
live knowledge and material productions, is simply 
beyond comprehension.
And, finally, it is necessary to incorporate a self-
critical dimension into the discipline of design and, 
of course, situate it within an ideological perspective 
that addresses new ways to generate knowledge, the 
powerful economies of common issues and the prac-
tice of questioning itself in a manner that confronts 
it with its surrounding reality – a reality in conflict 
that is also the place where design is consumed.
tered collections, is defined by “promoting the un-
derstanding and good use of the world of design”. 
A museum, a centre and a laboratory, according to 
institution’s explanatory information.
It would be interesting to require this promising 
institution, as well as other city entities devoted to 
preserving the memory, current reality and future 
of design in our country, to assume, among other 
duties, the responsibility of promoting new and 
more complex historiographical accounts than the 
ones developed so far; editorial lines and debates 
incorporating the most prominent figures of the 
time, as well as narrators from other disciplines; 
files where a good number of documentary materi-
als that, at present, are scattered or accessible only 
to their respective owners, are preserved, collected 
and kept as heritage. 
In Catalonia, there are few practices that are as 
socially and creatively “disfigured” as design, par-
ticularly due to the use – and abuse – that the own 
Catalan public institutions have made of it. Perhaps 
the time has come to call into question the tourism- 
and media-related and ideological and commercial 
archetypes that have attempted to explain design, as 
well as a considerable number of individual inter-
pretations, sometimes interested only in self-pro-
tagonism, which have excluded many initiatives, de-
signers, lines of debate, etc. and have operated from 
conflicting perspectives.
It is therefore necessary for the field of design 
to “welcome” interpreters, narrators and interlocu-
tors from other disciplines who are not subjugated 
by sectoral issues or the picturesque quest in search 
for interdisciplinarity. 
We need to restore – and promote – a “bastard” 
historiography, from outside the sphere of design, 
such as the one produced in the past by Perucho, 
Montalbán and Cirici, among others.
It is necessary for Catalan design not to be seen 
as a heroic, territorial and local ghetto, always at-
tentive to international syntonisations but so little 
inclined to establish common ties with other terri-
tories of the Spanish Nation (making reference to 
graphic designers such as Diego Lara, Paco Bascu-
“It is therefore necessary for 
the field of design to ‘welcome’ 
interpreters, narrators and 
interlocutors from other 
disciplines.”
